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Oehlenschlager loomed large on the horizon of those
days. But Ibsen had, if I am not mistaken, a nearer
incentive, which was neither Danish nor Norwegian.
A young, inexperienced poet, groping his way to the
light, rarely ventures to dramatize a theme without
some assurance that the subject is suitable for drama-
tization ; he needs the moral support of a predecessor.
Now there was one European drama of Catiline which
might have given him this assurance: I mean the
tragedy by Alexandre Dumas and Auguste Maquet,
produced in October 1848. Ibsen's critics tell us
that he did not know this worthless product of the
Dumas literary factory; and I admit it is difficult
to see how, in an isolated little Norwegian town,
he could have known of it. If, however, we will
consider without prejudice how Ibsen has welded
the refractory and sparring materials, which he found
in Sallust and Cicero, into a tragedy, and, in particular,
how he has grafted on to these materials an emotional
conflict in which the hero stands between two women
—there is, of course, absolutely nothing of this in the
Roman writers—it is difficult to believe that he had
never heard of Dumas* tragedy. Fulvia—Ibsen
originally called his Furia by this name, which she
bears in Dumas* tragedy—and Aurelia stand in the
forefront of both dramas. In both dramas the
merest hint of the historian that Catiline had, among
his many crimes, that of an intrigue with a priestess
of Vesta, is made a corner-stone of the plot. The
supernatural element also appears in the last acts of
both plays. This comparison certainly does not
carry us far, but far enough to allow us to find here
Ibsen's justification for dramatizing his conviction.
He did not share, he himself tells us, the view of the
old Romans about Catiline, but felt the latter had been
entirely at the mercy of his opponents^ and was
resolved to put him in a more favourable light.1 In
1 Cp. Preface to CatiUna, ed. a"/., p. 7.

